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ABSTRACT
The purpose of this study is to place Robert Herrick’s 
imitations of Tibullus within their proper seventeenth- 
century context, which earlier scholarship had tended to 
ignore. A major aspect of this historical context is Ben 
Jonson’s theory and practice of literary imitation, since 
Jonsonian imitatio largely formed the aesthetic sensibility 
that guided Herrick in his Tibullan imitations. Also, 
certain historical, social, and temperamental affinities 
exist between Herrick and Tibullus which individualize 
their literary relationship so as to distinguish it from 
Herrick’s relationship to other Roman poets. Most prominent 
among these common traits are a love for and knowledge of 
the country life and an interest in its ritual celebrations 
and religious devotions. Four from the total of sixteen 
Herrick poems which either make mention of or contain 
borrowings from Tibullus are examined in depth. The study 
of these four poems demonstrates how firmly rooted in 
seventeenth-century poetic practice and theory Herrick 
was in his imitations of Tibullus. It, further, indicates 
that Herrick felt the presence of an authentic personality 
in Tibullus’s poetry and that his imitations reflect such 
an awareness.
David Rogerson Sutton 
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HOBERT HERRICK'S IMITATIONS OE TIBULLUS 
A RE-EXAMINATION
I:
Although the presence of Tibullus in the poetry of
Robert Herrick has often been noted, its significance has never
been fully explored. Both Marchette Chute and Douglas Bush
mention the bond between the poets, yet neither says much more
on the subject. Kirby Flower Smith in his edition of the Latin
poet shows some impatience with those who call Herrick "the
English Tibullus," but he does admit that the two poets share the
2same genuine love of the country. J.Max Patrick and L.C. Martin 
in their respective editions of Herrick’s poetry annotate the 
Tib til lan nuances in a number of poems. The most significant 
contributions to scholarship on the subject are Kathryn McEuen’s 
Classical Influence Upon the Tribe of Ben (1939) and Pauline 
Aiken * s The Influence of the Latin Elegists on English Lyric 
Poetry: 1600-1660 (1932). Both scholars broke much new ground 
in their respective studies, when they valuably pointed out 
many verbal and thematic parallels between the poetry of 
Tibullus and Herrick. Their scholarly methods, however, were 
somewhat old-fashioned. For example, when they examined the 
specific verbal echoes of Tibullus in Herrick, they rarely 
discussed whole poems. Rather, they dissected the classical 
element out of the main body of the poem, which they left un­
touched, or worse, in shreds. Thus, the poetic context in which 
the Tibullan allusion "lives, moves and has its being" was 
ignored by both Kathryn McEuen and Pauline Aiken. Further, 
neither truly considered the creativity inherent in Herrick’s 
imitation of Tibullus. In fact, Pauline Aiken found such/ 
imitation artificial and insincere. Herrick, she writes,
takes over bodily the whole mass of Roman conven­
tions and traditions that form the commonplaces of 
Augustan non-epic poetry; and he does this with such 
ease and naturalness that in him the artificiality 
seems natural. In so doing, however, he sacrifices 
vigor and conviction to the muscling of Augustan 
literary convention. No one is deeply stirred by 
his love or saddened by his griefs. The faint but 
pervasive wash of Roman local color gives to his poems 
an atmosphere of anachronism - hence, of unreality.
J2
Aiken is criticizing Herrick here by nineteenth-century 
criteria, which do not apply to this seventeenth-century 
poet* What was to her a sign of weakness in Herrick’s 
poetry would have been a sign of strength to Herrick’s con­
temporaries, particularly to Ben Jonson, his literary 
mentor. While Kathryn McEuen never betrays such prejudice 
against the imitation of classical models by seventeenth- 
century poets, her discussion of Tibullus’s influence on 
Herrick tends to be a simple exercise in the location of 
parallel passages. Therefore, neither Aiken nor McEuen 
adequately explored the literary relationship of Tibullus 
and Herrick. Past scholarship, thus, only begins to scratch 
the surface of that deep and rich rapport.
There is a need to see Herrick’s use of Tibullan
materials in relation to the seventeenth-century notion
of the imitation of classical models. This concept embodies
the spirit of nthe classical theory of literary production,”
which Harry Ogden White defines in the following manner:
It encourages imitation, avoids independent fabrication, 
and holds the subject-matter of literature as common 
property. But it insists that imitation is not enough, 
and demands that individual originality be shown by 
choosing and using models carefully, by reinterpreting 
borrowed matter, and by improving on those models and 
that matter. It considers adaptations from works in 
other languages new works, and esteems the introducers 
of genres, whatever their sources, as inventors. 5
Modern scholarship is making us increasingly aware of the 
powerful influence that this theory exerted upon seventeenth- 
century English literature. Studies by Earl Miner, Douglas 
Bush, P. B. Leavis and others have enabled us to realize 
the creativity with which the poets of the period reshape 
and recall the works of their Greek and Roman predecessors.  ^
Ben Jonson himself, who was the major literary theoretician 
of the earlier seventeenth-century and who was tremendously 
influential in the poetic development of Robert Herrick, 
eloquently espouses the necessity of the imitation of 
classical authors in his commonplace book, ”Timber; or Dis­
coveries where he writes:
4
The third requisite in our Poet, or Maker, is Imitation, 
to be able to convert the substance, or Riches of another 
Poet, to his own use. To make choice of one excellent 
man above the rest, and so to follow him, till he grows 
very Hee: or, so like him, as the Copie may be mistaken 
for tKe~’Principall • Not, as a Creature, that swallowes, 
what it takes in, crude, raw, or indigested; but that 
feedes with an Appetite, and hath a Stomacke to concoct, 
divide, and turne all into nourishment. Not, to imitate 
servilely, as Horace saith, and catch at vices, for vertues 
but, to draw forth out of the best, and choicest flowers, 
with the Bee, and turne all into Honey, worke it into one 
relish, and savour: make our Imitation sweet: observe, 
how the best writers have imitated, and follow them.
How Virgil, and Statius have imitated Homer; how Horace, 
Archilochus; how Alcaeus, and the other Lyricks: and so 
of the rest. 7
Nor is Jonson* s practice contrary to his theory, as a brief 
examination of his two songs to Celia (The Forest. V and VII) 
will show.
Jonson*s imitation of Catullus Carmen V in his first 
song "To Celia" shows the mind of the poet operating at 
several different levels. First, metrically he approximates 
the rapidity of Catullus's hendecasyllabics through his use 
of trochaic tetrameter in rhymed couplets. Jonson's short 
lines have a briskness which suggests not only the movement 
of Catullus's poem but also its carpe diem theme. Secondly, 
where Jonson translates more or less directly from Catullus, 
he generally displays sensitivity and taste. For example, 
the opening lines "Come, my Celia, let vs proue/ While we
o
may, the sports of loue" are a free translation of the
Q
first lines of Carmen V, "Viuamus, roea Lesbia, atque amemus" 
(let us live, my lesbia, and let us love). Jonson's impera­
tives in the opening line of "come" and "let vs proue" 
accurately reflect the urgency and abruptness of Catullus’s 
hortatory subjunctives “viuamus" and "amemus . « Further, the 
lines
Sunnes, that set, may rise againe:
But if once we loose this light,
*Tis with vs, perpetuall night
(6-8)
are a noble attempt to render into effective English the
5untranslatable power of Catullusfs simple statement of the 
human condition:
soles occidere et redire possunt; 
nobis cum semel occidit breuis lux, 
nox est perpetua una dormienda.
(4-6)
(Suns are able to set and to rise again, 
But when our brief light has set for us, 
Hight must be one perpetual sleep*)
Jonson’s introduction of new lines, whether borrowed from
other sources or original, represents a third major element
of his imitation of Catullus Carmen 7. The non-Catullan
lines
Time will not be ours, for euer:
He, at length, our good will seuer*
Spend not then our guifts in vaine
(3-5)
are thematically apt in their espousal of carpe diem* and
they also anticipate nicely Jonson’s relatively strict
translation from Catullus in the lines beginning f,sunnes,
that set, may rise again©.’1 The final four lines,
’ Tis no sinne, loues fruit to steale,
But the sweet theft to reueale:
To be taken, to be seen©
These have crimes accounted been©
(15-18)
do not derive from Catullus, but, in fact, completely 
reverse the situation in his poem* In Catullus the lovers 
are threatened externally by the ”quis malus », (some evil man), 
while in Jonson the only danger to the affair comes from 
within and depends on the public disclosure of their 1 sinne” 
by one of the lovers themselves* The situation is, therefore, 
far less serious than in Catullus, where the invidious nquis 
malus” suggests an evil, destructive presence. Such altera­
tion of the original tone or intent constitutes a fourth 
aspect of Jonson’s imitation of Catullus Carmen V. Thus,, 
while ” To Celia” lacks some of the emotional intensity of 
Catullus Carmen V, it does reveal quite clearly, the complex­
ities of Jonson’s poetic method.
Jonson’s ability to rework his Catullian materials in
6a new pattern is even more apparent in ”To the Same” than
in ”To Celia," The song is a melange of elements drawn ifrom
Catullus Carmlna V and VII. The manner in which Jonson
freely adapts, translates, and rearranges Catullus brilliantly
illustrates his theory of imitation. Her-provides a wonderful
prelude to his translation of Catullus’s famous numerical
sequence of kisses in Carmen V with the erotic image:
Kisse, and score vp wealthy surames 
On my lips, thus hardly sundred,
While you breath.
(6-8)
These lines, which are n ot translated from Catullus, effect­
ively counterbalance the abstract quality of the subseauent 
lines, where the lover desires specific numbers of kisses, 
with this powerfully sensuous image of kissing. Catullus’s 
mathematical imperatives
da mi basia mille, deinde centum; 
dein mille altera, dein secunda centum; 
deinde usoue altera mille, deinde centum 
(7-9)
(Give me a thousand kisses, then a hundred, 
Then another thousand , then a second 
hundred,
Then continuously another thousand^ then 
a hundred
are then rendered quite literally by Jonson:
Pirst giue a hundred,
Then a thousand, then another 
Hundred, then vnto the tother 
Adde a thousand, and so more.
(8-11)
Next he cleverly juxtaposes this kissing arithmetic from 
Carmen V with a similar passage from Carmen VII. Catullus’s 
beautiful lines
Quaeris, quot mihi.basiationes 
tuae, Lesbia, sint satis superaue? 
quam magnus numerus Libyssae harenae 
lasarpiciferis iacet Cyrenis 
oraclum Iouis inter aestuosi 
et Batti ueteris sacrum sepulcrum; 
aut quam sidera multa, cum tacet nox, 
furtiuos hominum uident amores 
(Carmen VII, 1-8)
(Do you ask, how many of your kisses 
are enough and more for me, Lesbia?
As many as the great number of Libyan
sand
That lies in asafoetida-bearing Gyrene, 
Between the shrine of the sweltering Jove 
And the sacred tomb of old Battus,
Or as many as the stars, when the night
is silent,
That watch the furtive loves of men.)
are rendered very freely and splendidly by jonson:
Till you equall with that store,
Ail the grass© that Rumney yeeldg,
Or the sands in Chelsey fields,
Or the drops in siluer Thames,
Or the starres, that guild his streames,
In the silent sommer-nights,
When youths ply their stolne delights.
(12-18)
jonson transmutes Catullus*s exotic comparisons to places 
and things in Libya and Cyrene into similar, but more familiar, 
natural phenomena in Rumney, Chelsey, and the Thames. He 
thus makes the comparisons more vivid and more accessible 
to his English audience than if he had translated them 
literally. In the process he infuses his translation with 
images that are both new and beautiful such as "the drops In 
siluer Thames" and "the starres, that guild his streames."
Much of the beauty of "To the Same" resides in jonson*s 
masterful transposition of the old and the new, which is 
perhaps best described as a vigorous transformation of 
received literary tradition.
Jonson’s translations from Catullus Carmina V and VII 
give strong testimony to the vitality and magic of "the 
classical theory of literary production ." His use of 
classical materials does not constitute either an obsequious 
bow to the past or a want of originality, since he molds
ahis sources in a fresh and original manner. The literary 
relationship between jonson and Catullus is, therefore, not 
one of master and pupil but of a conversation between two 
immensely talented men, which makes the past partake of the 
immediacy of the present. Thus, Jonsonian imitation is 
emphatically not translation in a strict sense but re­
creation in another mode for another time.
If we, thus, read Herrick's Hesperides against the back­
ground of Jonson*s ideal and practice of literary imitation,
I think that we shall gain greater insight into the nature 
of Herrick's art and achievement. The more I read the 
Hesperides the more I realize that imitation for fiobert 
Herrick is a matter of multiple personalities, as he assumes 
the spirit of several different men and genres into his poems. 
His epigrams display the certain influence of Martial. The 
"country-lifeH poems ("A Country Life: To his Brother” 
and "The Country Life”) contain a distinctly Horatian flavor. 
The imagery and sentiments of Catullus and Propertius influence 
a number of the poems. I limit the scope of this thesis,
10
however, to a discussion of Herrick's imitations of Tibullus.
I intend to describe the variety of Herrick's use of Tibullus 
within the general framework of Jonson's doctrine of imitation, 
and I also hope to show some of the special qualities of 
Herrick's relationship to Tibullus.
The combination of Herrick and Tibullus naturally 
suggests itself to anyone who is acquainted with the works 
of both men. one instinctively feels that here are two men
of the same chemistry, the same mettle. Tibullus in J.P. 
Elder’s view
did not write much, he wrote clearly and we understand 
him, and he wrote about “simple themes,1 such as his 
love for Delia or Nemesis, the Italian countryside which 
was really one of his “loves” and his scorn of wealth 
and understandable fear of poverty. 11
With the exception of the difference between Tibullus’s
slender volume of extant poems and Herrick’s voluminous
Hesperides and the substitution of a few names such as
Julia and peri11a for Delia and Nemesis, and the English for
the Italian countryside, Elder could be speaking about Herrick.
The essential similarity between the two poets derives
from the fact that they are both rural poets writing in
an urban genre, unlike most of the members of the “Tribe
of Ben , “ Herrick was deeply rooted in the life of the rural
England of his times. While he certainly participated in
12
some of “those Lyrick Feasts" in the Apollo Hoorn of London’s
Devil Tavern, his years as vicar of provincial Dean prior
not only provided him with numerous rustic themes but also
gave him a uniquely rural voice, which distinguishes him
from Jonson, Carew, and most other seventeenth-century poets.
Similarly, the Roman Elegiac poets were largely urbane.
Ovid and Propertius, for example, were poets of the city,
of Roma. Tibullus, on the other hand, declared of himself
"rura cano rurisque deos" (I celebrate the farms and the gods 
13
of the farm). Georg Luck notes that Tibullus "is attracted 
above all to the picturesque views and customs of country 
life. The country fairs, the shepherds’ games appeal to his
10
14
imagination." This is manifestly true of Herrick as well. 
Thus, both Tibullus and Herrick share a deep and abiding love 
of the country and a thorough acquaintance with its rhythms 
of birth and death, sowing and reaping, spring and autumn, 
and the ritual enactments of those events in festivals and 
customs.
Beyond these temperamental and thematic similarities
there exist certain historical and social resemblances
between the two poets. Tibullus lived from c. 5^ B.C.
to c. 19 B.C. This places him in the great Augustan Age
of Roman literature and makes him roughly contemporary with
Virgil, Horace, Ovid, and Propertius. Herrick seems to
have seen his own age mirrored in this Golden Age of Rome.
In "His Return to London” (p.242) he calls himself a"free-
born Roman 15 and in a poem to the King he addresses Charles 1
15
as "Great Augustus .1 His sense of contemporaneity with 
the Romans of the Augustan Age, which is indicated by the 
proceeding quotations and is characteristic of much of 
his finest poetry, is significant with respect to his 
relationship with Tibullus. It suggests that Herrick read 
Tibullus and the other Augustan poets not as distant literary 
ancestors but as familiar figures who inhabited the same 
timeless world of letters and who could be invoked for 
instruction and inspiration as easily as Ben Jonson. As 
for more particular points of contact, Tibullus and Herrick 
both enjoyed literary patronage, and Tibullus*s beloved 
patron'Messalla had h counterpart in Herrick's friend and
11
benefactor Endymion porter. Further, Herrick may have 
found Tibullus*s friendship with Horace analogous to his 
own with Jonson. Both were the friendships of young men of 
literary talent and ambition with older, celebrated poets.
We can safely assume, I think, that these common personal 
traits and historical and social circumstances made the 
poetry of Tibullus very accessible to Herrick, and we, 
therefore, should not be surprised to discover traces of 
the Homan poet scattered throughout the Hesperides.
It is important to see Herrick‘s relationship to Tibullus 
in its seventeenth-century setting. We should ask ourselves 
what and how would Herrick have known about the Latin poet. 
Further, we should explore whether or not Tibullus was 
generally well-known in the seventeenth-century. Neither 
Aiken nor McEuen takes these matters into consideration, 
and, hence, their studies lack a truly historical perspective. 
The next several pages are thus devoted to the seventeenth- 
century context within which Herrick both knew and imitated 
Tibullus.
Tibullus was not a stranger to the English reading public 
of the seventeenth-century. The Roman poet appears as 
one of the characters in jonson's "Poetaster; or His 
Arraignment" (1601), and jonson also mentions.him in 
••An Ode":
Was l^shla sung by learn*d Catullus?
Or Delia * s Graces by Tibullus?
(9-10)
Sir Thomas Browne quotes a line from the Corpus Tibullianum
12
in the fifth chapter of his essay', Hydriotaphla or Urne
16
Burlall (1656). Browne does not identify the source of his
quotation, which suggests that at least some of his audience
were likely to have recognized it. Further, as Kirby Flower
Smith points out,
The inimitable Burton does not exclude Tibullus from 
his unique library on the subject of Melancholy, and 
traces of the poet may be detected here and there in 
Cowley, Rowe, Walsh and other authors . . .  '
Thus, the name and matter of Tibullus were known to the
seventeenth-*century, ana t>uiof Herrick*s readers probably
would have been able to spot his imitations of Tibullus.
What would Herrick himself have known about Tibullus?
He was likely to have known the two poems which Horace
addresses to Tibullus (Eplstolae ijiv and Carmina i:xxxiii).
These mix fatherly concern with mild condescension. Horace
16
clearly does not regard Tibullus*s "miserabiles/elegosa 
(plaintive elegies) as worthy of comparison to his own 
poetry, but he genuinely wants his younger friend to 
recognize his good fortune and be happy, and he writes in 
Eplstolae i:iv:
Di tibi forraam,
Di tibi divitias dederunt artemque fruendi.
(the gods have given you beauty, 
the gods have given you riches and the art 
of enjoying them)
Further, he announces in the opening line of the same poem 
that he considers Tibullus to be a “nostrorum sermonum
candide iudex1* (an impartial judge of my satires), and he 
pictures him in a characteristic mood in a characteristic 
setting:
Quid nuno te dicam facere in regione 
pedana?
Scribere quod Cassi permensis opuscula 
vincat,
An taciturn silvas inter reptare 
salubres,
Curantem quicquid dignum sapiente 
bonoque est?
(2-5)
(What might I say that you are now doing 
in the area of pedum?
Writing that which may surpass the little 
works of Cassius of parma,
Or silent walking slowly among the 
health-giving woods
Mulling over whatever is worthy for a 
wise and good man?)
This meditative stroll through the ”silvas salubres” strikes
us, as it probably struck Herrick, as a perfect image of
Tibullus. Herrick also certainly knew Ovid*s moving
elegy on the death of Tibullus (Amores III, 9), since the Latin
quotation on the title-page of the Hesperides, "Effugient
avidos Carmina nostra Rogos” (my songs will escape the
greedy funeral pyres), is a variation of the twenty-first
line of Ovid's poem "defugiunt avidos carmina sola rogos”
(songs alone escape the greedy funeral pyres). Further,
part of the title and an entire stanza of Herrick's poem
”To live merrily, and to trust to Good Verses” are taken
from Ovid's elegy. The phrase "trust to Good Verses,"
which is used both in the title and in line 45 of Herrick's
poem, comes from "carminibus confide bonis” (39), and the
stanza
Behold, Tibullus lies 
Here burnt, whose small return 
Of ashes, scarce suffice 
To fill a little Urne.
(41-44, p.50)
14
loosely translates niacet ecce Tibullus/ vix manet e toto,
parva quod urna capitM (39-40, Behold, Tibullus lies, there
scarcely remains from all of him that which a little urn 
19
holds). In his poem Ovid exhorts "Elegia" to weep for
Tibullus, her "son," as Thetis wept for Achilles and
Aurora for Memnon, and he alludes to many of Tibullus's
poems. He concludes the elegy by placing Tibullus in the
company of Catullus and G-aiius in the Elysian fields, where
"auxisti numeros, culte Tibulle, pios" (56, you have added
to their holy numbers, polished Tibullus). Herrick would,
thus, have known that Tibullus was held in the high esteem of
two of his most talented contemporaries. An anonymous
"Vita Tibulli," which dates from medieval times, survives
20
in certain manuscripts of Tibullus, and Herrick may have 
either read it in an edition of Tibullus or have acquired 
the same basic information from his tutors at Cambridge.
The "Vita" informs us that Tibullus was a Roman "eques" or 
knight, that he loved the orator Messalla before ail other 
men, that he was awarded military honors for his participa­
tion in the Aquitanian War, that many granted him the first 
place among writers of elegies, and that he had died young. 
From Tibullus's poetry itself Herrick would have learned 
of his love for the country, Messalla, religious devotions 
and rituals, rustic festivals and the family, and of his 
hatred of war and foreign travel and his experience of both. 
He perhaps found models in the Latin poet's elegies about 
his affairs with Delia, Nemesis, and Marathus for his own 
amatory verse, as he did in the poetry of Ovid, Propertius,
and Catullus. Herrick, therefore, was likely to have known
a considerable amount about Tibullus whom, I feel, he found
a very congenial spirit.
How would Herrick have encountered Tibullus? Although
there was neither an English edition nor translation of
21
Tibullus available during Herrick's lifetime, there were
a good number of Latin editions, mostly published in Italy.
Of these,five are truly prominent; the editio princeps of
14-72 (Venice), Bernardinus Cyllenius veronesis1s in 1473
(Rome), Muretus's in 155& (Venice), Scaliger's in 1577,
22
1562, 3.600 and passerat's in 160b. presumably, Herrick
could nave read any or all of these editions; however, he
was more likely to have read Scaliger's for a number of
reasons. First, Scaliger's edition was printed three times,
the other editions only once, which suggests that it was
both more available and more popular than the others.
Secondly, the editio princeps, and Cyllenius's and Muretue's
were probably considered outdated by the time Herrick
23
entered Cambridge in 1613. Thirdly, Scaliger was simply 
better known than the other editors. He enjoyed an 
international reputation and was in many respects to 
the classical scholarship of the later sixteenth-century 
what Bentley was to the classical scholarship of the 
eighteenth-century. It is, therefore, unlikely that 
a newer edition by the relatively unknown passerat would 
have supplanted Scaliger's. Thus, while it remains 
ultimately a matter for conjecture, the number of printings,
16
the age and obscurity of most other Renaissance editions 
and editors, and Scaliger's great renown as a critic and 
editor of classical literature makes it reasonably certain 
that Herrick had read Tibullus in one of Scaliger's editions.
How did Herrick see his own work as a poet in relation 
to Tibullus? Herrick's poem "To live merrily, and to trust 
to Good Verses" provides an interesting perspective from 
which we can study this question. The poem's relationship 
to Ovid's Amores III:ix, the elegy on the death of Tibullus, 
which we noted earlier, must not be overlooked, in his 
poem, Herrick drinks a series of toasts to ancient Greek 
and Roman authors, and curiously, his toasts grow progress­
ively larger. First, he drinks "healths" to Homer and to 
Virgil (13, 17), next he drinks a whole "goblet" to Ovid (22), 
then an "immensive cup" to Catullus (27), next a "tun" to 
Propertius (36), and finally a "flood" to Tibullus (37).
With each toast he becomes more and more inspired as if the
toasts themselves signify the depth of his rapport with each 
2k
poet. Further, these toasts place Herrick's own concept 
of himself as a poet (his themes, his genres, his genius) 
within the context of literary history. Appropriately, 
he disassociates himself furthest from Homer and Virgil, 
the great masters of the epic. Ovid, the author of the 
ambitious Metamorphoses and the lengthy mock-didactic 
Ars Amatoria, closely follows Virgil and Homer. Herrick 
toasts Catullus next, and he singles out his "Terce Muse" (2b) 
for praise. Since terseness is a quality of Herrick's own
17
poetry, here is the first indication of his deepening emotive
response to each subsequent poet. A break then occurs,
and the poet enters into a frenzy of inspiration:
Wild I am now with heat;
0 Bacchus i coole thy Raiesi 
Or frantick I shall eate
Thy Thyrse^ and bite the Bayes.
(29-31, P.«l)
This outburst of emotion suggests a more personal response 
to the last two poets, Propertius and Tibullus. “Being 
ravisht thus" (3*0, be drinks to Propertius, a poet deeply 
conscious of the limited nature of lyric poetry, particularly 
his own speciality, the love elegy, and of its inferiority 
to the epic. It is quite possible that in reading Propertius 
Herrick felt a particular kinship to this poet who sought 
an immortality in poetry like that of Homer and Virgil, 
as did Herrick, but who freely admitted the limited nature 
of his genre and his theme, as Herrick seems to do here. 
Significantly, Tibullus comes last. He alone is given two 
stanzas, the others only one. Further, Herrick, like Ovid, 
makes the immortality of Tibullus*s poetry as opposed to 
his "smal return/of ashes“ (42-^3) an exemplum of the poem*s 
moral:
Trust to good Verses then;
They onely will aspire,
When pyramids, as men,
Are lost i* th' funerall fire.
Herrick seems to see in the deathlessness of Tibullus*s 
achievement hope for his own Hesperides, as Ovid had perhaps 
taken a similar comfort for the future of his Amores from it.
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Herrick and Tibullus are both preeminently lyric poets, and 
they share a number of themes. These include conventional 
themes of elegiac poetry such as carpe diem, the unfaithful 
mistress, the glories of the Golden Age, as well as the 
more individual themes of country festivals and customs.
The immortality of Tibullus's poetry is a symbol to Herrick
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of the lyric poet's ability to survive nTimes trans-shifting,M
which both coraf or $6*-and' encourages.: him.
We have already noted some of the basic similarities
between Herrick and Tibullus, and we have established
what and how Herrick was likely to have known about Tibullus.
We have also seen that he felt a certain bond with the
Latin poet. It is now best to turn to Herrick's actual
imitations of Tibullus. Herrick uses Tibullan materials
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at least fifteen times in the Hesperides. I, however, 
restrict my discussion to only three of these instances, 
since I consider them to be the most significant of his 
imitations of Tibullus and the most illustrative of his 
technique. Imitation takes many forms. Among the most 
prominent are imitations of meter, imagery, theme, and event.
Of the three poems which I discuss, the first is an imitation 
of imagery, the second is an imitation of event, and the 
third is an imitation of both imagery and event. The three 
poems, as I wish to demonstrate, exemplify the creative 
spirit which informs Herrick's imitations.
"The Apparition of his Mistresse calling him to Elizium" 
is a magnificent example of Herrick's briIliant~mahipulatlon
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of classical models. H© molds his sources in Propertius,
Tibullus, and Ovid into a new pattern and, thus, creates
a substantially new poem. The poem's dramatic situation
of the dead mistress's nocturnal appearance to the poet
and her abrupt departure at dawn seems to derive from
Propertius IV:7, where the recently interred Cynthia comes
to Propertius to complain of her fate in death. Herrick's
description of "Eliziura" owes much, however, to Tibullus's
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lines in a poem to Messalla (1:3):
sed me, q,uod facilis tenero sum semper
Amori, ipsa Venus campos ducet in Elysios. 
hie choreae cantusque uigent, passimque 
uagantes duice sonant tenue gutture 
carmen aues; 
fert casiam non culta seges, totosque 
per agros floret odoratis terra 
benlgna rosis; 
ac iuuenum series teneris immixta pueliis 
ludit, et adsidue proelia miscet amor. 
(57-64)
(But, because I am always ready for tender 
love, Venus herself will lead me into 
the Elysian fields.
Here dances and songs flourish, and here 
and there
The wandering birds sound sweet song 
in their delicate throats 
The uncultivated field produces casia, 
and through ail the fields 
The fruitful earth blossoms in fragrant roses 
And a succession of youths intermixed 
with tender girls make sport,
And Love continually mixes up battles.)
In Herrick's description of Elysium the lines “roses and cassia
crown the untill'd soyle*1 (4) compress Tibullus's two lines
"fert casiam non culta seges, totosque per agros/ floret
odoratis terra benigna rosis" into a single image. Herrick's
dancing youths -
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Here, naked Younglings, handsome Striplings 
run
Their Goales for Virgins kisses; whioh 
when done,
Then unto Dancing forth the learned Round
Commixt they meet, with endlesse Roses 
crown'd.
And here we'l sit on primrose-banks, 
and see Love's Chorus led by Cupid.
(17=22Tp. 20&)—
- are very much like Tibullus's "ac iuuenum series teneris 
immixta puellis/ ludit, et adsidue miscet amor." Herrick's 
latinate "commixt" translates Tibullus's "immixta." The 
line "Love's chorus led by Cupid" seems to refer to Tibullus's 
"adsidue proelia miscet amor1." Herrick, however, is not 
simply content to translate slavishly Tibullus's conception 
of Elysium into English, for he infuses his description with 
highly original imagery of color and light;
And ail the shrubs, with sparkling spangles, 
shew
Like Morning-Sun-shine tinsiliing the dew.
Here in green Meddowes sits ©ternall May,
purfling the Margents, while perpetuall 
Day
So double gilds the Aire, as that no night
Can ever rust th' Enamel of the light.
(11-16,pp.205-206)
The remainder of the poem (22-61) with the exception of the 
last six lines (61-66 ) concerns the various men of letters 
whom Herrick's mistress promises he will meet there. A very 
probable, yet hitherto unnoticed , source for Herrick's 
description of a literary conclave in Elysium is Ovid's 
elegy on the death of Tibullus, Amores III: 9* Herrick most 
certainly knew the poem, as we have already noted, if there 
is any afterlife, Ovid says,
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in Elysia valle Tibullus erit. 
obuius huic venies hedera iuuenalia cinctus 
tempora cum caluo, docte catulle, tug; 
tu quoque, si falsum est temerati 
crimen amici, sanguinis atque animae 
prodig© Gall© tuae. 
his comes umbra tua est, si qua est 
modo corporis umbra; 
auxisti numeros, culte Tibulle, pios.
(5*-6t>, p. 90)
(In the Elysian valley 
Tibullus will be, You will come to meet 
this one, 0 learned Catullus, With your 
Calvus your youthful locks bound with ivy,
You, also, if the charge of having disgraced 
your friend is false,
Gallus prodigal of blood and spirit,
Your shade is a companion to these, if
some shade of the body exists in. any manner, 
You have added to their holy numbers, 
cultured Tibullus.)
Herrick expands 0vid*s strictly Roman and strictly lyric literary
coterie to include men of letters from Greece, Rome, and England
who represent variously the genres of epic, lyric, satire,
comedy, and tragedy. Herrick also gives a lavish compliment
to Ben jonson, who
...is plac*t,
As in a Globe of Radiant fire, and grac*t
To be in that Orbe crown8d (that doth Include
Those prophets of the former Magnitude)
And be our chief©.
(57-61, p. 207)
Thus, in a single poem Herrick adapts materials from Propertius,
Tibullus, and Ovid and transforms them all "into something
rich and strange." His imitation of classical authors here
and throughout the Hesperides is free and imaginative. For
Herrick, as for Jonson, the classics are "Guides, not 
2b
Commanders," since their immortality insures their potential
for constant change and adaptation. Transplanted to a foreign
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idiom and time* they do not wilt out flourish.
Herrick's poem "His sailing from Julia" contains a
very interesting imitation of Tibullus, for Herrick, if I
am reading him correctly, compares an incident from his own
life to one from the life of Tibullus. As far as we know,
Herrick made only one real sea-voyage during his life, when
he went to the Isle of Rhe as one of the Duke of Buckingham's
chaplains in the Duke's disastrous military campaign against
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the French in 162?♦ "His Sailing from Julia" appears
to have been written shortly before his departure from England
and reveals his great sense of apprehension about the voyage.
In writing his poem Tibullus's moving elegy 1:3 upon his
misfortunes in accompanying his great patron, Messalla, on
the latter*s Eastern military campaign may well have been
in his mind. Herrick certainly knew the poem. In "The
Apparition of his Mistresse calling him to Elisium,R as
we have seen, he borrowed imagery from Tibullus's poem. Kirby
Flower Smith provides the basic background of Tibullus I;3:
Messalla, called to the East by affairs of state, has 
invited Tibullus to accompany him as a member of his 
staff. The invitation was accepted, and the poet 
proceeded as far as Corcyra. There, however, he fell 
sick and was obliged to remain...The expedition 
to which he refers is usually dated in the fall of 31
B.C., i.e. soon after the battle of Actium, when Octavius 
sent off Messalla to settle the disturbed affairs of the 
Orient.
Thus, with two military campaigns, two sea-voyages, and two 
apprehensive poets we have a fairly parallel situation, and 
Herrick seems to draw upon the likenesses. First, he enjoins 
Julia to pray for his safe passage and return:
When that day comes, whose evening 
sayes I'm gone 
Unto that watrie Desolation:
Devoutly to thy Closet-gods then pray,
That my wing'd Ship may meet no Remora.
Those Deities which circum-walk the Seas,
And look upon our dreadfull passages,
Will from all dangers, re-deliver me,
For one drink-offering, poured out by thee.
n=57prw)
Similarly, Tibullus addresses the Egyptian goddess Isis and
indirectly urges his mistress, Delia, to keep up her worship
of Isis in order to deliver him from "Mors atra" (3, black Death)
nunc, dea, nunc succure mihi (nam posse 
mederi picta docet templis multa 
tabella tuis) 
ut mea uotiuas persoluens Delia uoces 
ante sacras lino tecta fores sedeat 
bisque die resolut® comas tibi dicer© 
laudes insignis turba debeat in Pharia. 
(1:3, PP. 27-32)
(Now, Goddess, now succor me, for the 
votive tablets in your temples teach 
the ability to heal many things,
So may my Delia sit clothed in linen 
before your holy door,
Fulfilling her votive utterances 
And twice a day she, unbound with respect 
to her hair,
Ought to sing praises to you,
Conspicuous among the pnarian throng)
In both poems the prayers and devotions of the mistress are
considered essential to the safety of the poet. An interesting
texual detail emerges here. All three of Scaliger8© editions
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of Tibullus read "noctes" for "voces'1 in line 29. The 
phrase "uotiuas noctes" (votive nights) could, then, partly 
explain why Herrick specifically requests that Julia pray 
for him in the evening (1-3)# Herrick did, In fact, use 
a Scaliger edition, which, as we noted earlier, is highly 
probable. It might be argued that Herrick's having Julia
2k
pray for him in the evening merely reflects the Anglican
custom of 11evening prayers;" as Herrick in the poem and
throughout the Hesperides combines Christian and pagan
allusions. Thus, in a poem which mentions such Roman religious
phenomena as "Closet-gods" and "drink-offerings" Herrick
suddenly quotes Samuel 15:20, "Mercie and Truth live with 
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thee" (9). The Old Testament command also fits in well
with Tibullusrs entreaty to Delia:
at tu casta precor maneas, sanctique 
pudoris adsideat custos sedula semper 
anus.
(1:3, PP- 83-8*4-)
(But you, I pray, may stay chaste,
And may an attentive old woman 
always stand as a guard of your 
sacred honor)
In both poems the mistress is asked to remain chaste during 
the absence of the poet-lover as if not only his peace of 
mind but also his very deliverance from all the dangers 
of foreign travel and his eventual homecoming depended upon 
it. It does not seem to me to be too far-fetched, therefore, 
to feel that Herrick about to embark on his first sea-voyage 
and to enter upon his first military campaign would have 
thought of Tibullus's poem and have made the connection 
in his own mind between his present situation and that of 
a Roman poet more than 1500 years earlier. Unlike "The 
Apparition of his Mistresse calling him to Elizium," however, 
the nature of Herrick's imitation of Tibullus in "His Sailing 
from Julia" represents an imitation of event more than of 
language.
25
The similarity in imagery and event in Herrick's
“The Hock-Cart, or Harvest Home" and Tibullus's celebration
of the Ambarvalia (II:1) suggests Herrick's sense of a special
bond with Tibullus. Nowhere in the entire Hesperides does
Herrick draw so close a parallel between a classical author
and himself. Both poems celebrate rustic festivals which
are related to the harvest. Harvest-home is held “when the
last sheaves of wheat in the fields are made gay with flowers
and ribbons and borne triumphantly in a cart through the
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village streets to the sound of pipes and tabors." The 
Ambarvalia, on the other hand, took place before the actual 
harvest:
The Ambarvalia was a festival in honor of Ceres especially 
but also of Mars, Bacchus, and Cupid. A victim was sacri­
ficed, the festival receiving its name from the custom of 
leading the animal around the fields three times before 
any reaping or harvesting was done. The victim was 
followed by the harvesters who danced and sang praises of 
Ceres and Bacchus, and made libations of honey, milk and 
wine. The purpose of the festival was purification of the 
people and hallowing of the harvest. Feasting and drinking 34, 
were the order of the day which was a holiday for everyone.
Admittedly, the two festivals are not perfectly parallel, but 
they do both contain processions, revelry, and the celebration 
or hope of a good harvest. More importantly, Herrick himself 
connects the two festivals together in his poem.
Among the many correspondences between the two poems 
Pauline Aiken points out seven major ones: “The White pro­
cession, Devotions, The Open Fire, the Feast, Drinking, A
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Health to the poet's patron, Care for the Oxen." There are 
several points of contact, however, that she does not discuss.
2b
First, in "The Hock-Cart" Herrick describes the rustics as 
"crown'd witn eares of corne" (5). similarly, Tibullus's 
"Candida turba" (throng robed in white) is "vincta olea" (lb, 
crowned with olive), and he entreats ceres to come and 
"spicis tempora cinge" (4, bind your temples with grain- 
spikes). Secondly, in the English festival "the Horses,
Mares, and frisking Fillies" are"clad, all, in Linnen, white 
as Lillies" (11,12). The Roman festival also calls for the 
dressing up of animals: "coronato stare boues capita"
(d, the oxen stand with their heads garlanded). Thirdly, 
in both poems a nobleman is addressed, to whom, in effect, 
each poem is dedicated. Tibullus says to his aristocratic 
patron, Messalla;
hue ades aspiraque mihi, dum carmine nostro 
redditur agricolis gratia caelitibus.
(35-36)
(come hither and inspire me, as long as 
by my song thanks is returned to the 
farraer-deities)
Likewise, Herrick urges Lord Mildraay, the Earl of Westmor­
land, to
Come forth, my Lord, and see the Cart 
Drest up with all the Country Art.
(7-b)
Fourthly, although Pauline Aiken correctly notes that both 
poems allude to an "open fire■ » there seems to be an even 
more interesting and more subtle correspondence here. Herrick 
jovially calls out to the rustics;
Well, on, brave boyes, to your Lords Hearth, 
Glitt'ring with fire; where, for your mirth, 
Ye shall see first the large and cheefe 
Foundation of your Feast, Fat Beefe;
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With Upper Stories, Mutton, veale 
And Bacon, (which makes full the meale)
(21-20, p. 101)
Herrick's description here appears to be an ingenious adapta­
tion of Tibullus's lines;
tunc nitidus plenis confisus rusticus
agris ingeret ardenti grandia ligna foco, 
turbaque uenarum saturi bona signa coloni, 
ludet et ex virgis exstruet ante casas.
( 21-24)
(Then the shining rustic, assured of 
abundant fields, will heap up large 
logs on the glowing hearth,
And a throng of young slaves, the sure 
signs of a prosperous farmer,
Will play and from twigs build up little 
huts before it.)
The "casas ex virgis" that the slaves build before the fire
seems to have suggested to Herrick the image of a huge platter
of meat with its"Foundation" of "Fat Beefe" and "Upper Stories,
Mutton, Veale/ and Bacon." Finally, both poets maintain a
certain distance from their respective festivals. They know
the holiday must end and return the rustics to work. The
final lines of Tibullus's poem are the hauntingly beautiful
Ludite; iam Nox iungit equos, currumque 
sequuntur matris lasciuo sidera fulua 
choro, postque uenit tacitus furuis 
circumdatus alis Somnus et incerto 
Somnia nigra pede.
(Make sport; already Night yokes her 
horses and the golden stars follow the 
chariot of their mother in a lusty dance, 
And later silent Sleep comes encircling 
with dark wings
And black Dreams on uncertain foot.) 
Herrick's conclusion displays a similar consciousness of time's 
inevitable passage and the transience of man's happiness on 
earth. After he advises "Drink frollick boyes, till all be 
blythe" (44) in the same carpe diem spirit as Tibullus's
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imperative "ludite" Herrick solemnly reminds them:
And know, besides, ye must revoke 
The patient Oxe unto the Yoke,
And all goe back unto the Plough 
And Harrow, (though they'r hang'd 
up now.)
And, you must know, your Lords word's 
true,
Feed him ye must, whose food fils you. 
And that this pleasure is like raine,
Not sent ye for to drowne your paine,
But for to make it spring againe.
(48-55, P. 102)
These closing lines of Herrick's poem represent the mixture
of Christian and pagan elements which is so often found in
his poetry. Lines 48-51 simply reverse the language of
Tibullus in the beginning of the "Ambarvalia poem11:
et graue suspenso uomere cesset opus, 
soluite uincla iugis.
(5-7)
(on the holy day let the earth rest, 
let the plowman rest,
And let the heavy work cease with the 
plowshare hung up.
Release the yokes of the team.)
Herrick's final three lines, the triplet, are decidedly not
Tibullan but seem to refer to the Christian concept of toil
as the result of the Fall. This mingling of Christian and
pagan elements is a vital aspect of Herrick's sensibility.
It is his ability to sympathize with the religious practices
of other nations and other times and his sense of himself
as a "free-born Roman" that allows him to reach across time
in this poem and to establish a relationship not only with
a Roman festival, the Ambarvalia, but also with a Roman poet,
Tibullus.
The literary relationship between Herrick and Tibullus 
is, thus, an important, though relatively unstudied, example 
of the creative rapprochejoent that the English poets of the 
seventeenth-century and more particularly Jenson and his 
followers sought to establish with the Roman poets of the 
Augustan Age. Herrick's imitations of Tibullus embody the 
jonsonian ideal of vigorous recreation, which sees the 
Greek and Roman classics as literature not merely capable 
of translation into modern speech but also of transformation 
into modern poetry. Like Jonson, Herrick inherits a poetic 
idiom from Tibullus as from the other classical authors 
only to increase it by his ability to alter and reshape it.
The Jonsonian doctrine of imitation as metamorphosis is, 
therefore, a truer touchstone for such poetry than pauline 
Aiken's nineteenth-century concept of originality as that 
which creates out of nothing. Further, the source-detection 
of both McEuen and Aiken, while often helpful, is inadequate, 
since it informs us only of what and not how Herrick imitated. 
There are, moreover, aspects of Herrick's response to 
Tibullus's poetry which give it a special quality of its own. 
Although Jonson1s "Celia poems" are certainly lively 
imitations of Catullus Carmina v and VII, they do not engage 
the personality of Catullus as fully and as directly as 
Herrick's Tibullan imitations engage the personality of 
Tibullus. For instance, in "To live merrily, and to trust 
to Good Verses" the immortality of Tibullus, the least urbane 
of the Latin Elegiac poets, becomes for Herrick, the most
rural of the "tribe of Ben," a sign of hope for the future 
of his own Hesperides. Further, upon several occasions 
Herrick recalls the experience of Tibullus in an effort 
to record an incident of his own life or a custom of his 
times. He does this most notably in "His sailing from Julia" 
and in "The Hock-Cart, or Harvest Home ■'! where Herrick finds
t
in Tibullus's fear of death, as he lay sick on the island 
of Corfu (1:3)# an& his celebration of the Ambarvalia (II:1) 
parallels to his own state of mind before the isle of Rhe 
expedition and his delight in the festival of Harvest Home. 
Neither poem represents Herrick's casual recollection of 
his classical training, for in both poems Herrick draws 
Tibullus into a unique and personal relationsnip with him­
self. Thus, unlike jonson's imitations of Catullus in his 
"Celia poems," Herrick in his imitations of Tibullus reveals 
a consciousness of his classical author as a distinct human 
personality whose private and public worlds at times closely 
resembled his own.
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NOTES
1
Marchette Chute, Two Gentle Men: The Lives of George 
Herbert and Robert Herrick, p. 189, reviewing the list of 
classical authors whom Herrick mentions in his poem nTo live 
merrily, and to trust to Good Verses” (Homer, Virgil, Ovid, 
Catullus, Propertius, and Tibullus), concludes that "Horace^ 
gentle friend Tibullus was the only one on the list to whom 
Herrick was really related;n Douglas Bush, English Literature 
in the earlier Seventeenth Century: 16OO-1660. v. 116. says" 
that when Herrick “tells us of himself and his pride in his 
craft, he is conscious of course of his descent from Anacreon, 
Catullus, Horace, Tibullus, Propertius, Ovid, and Martial."
2
Kirby Flower Smith, ed., The Elegies of Albius Tibullus. 
p. 63.
3
J. Max Patrick, ed., The Complete Poetry of Robert 
Herrick and L. C. Martin, ed., The Poetical Works of Robert 
Herrick, passim.
k
Pauline Aiken, The Influence of the Latin Elegists 
on English Lyric Poetry: l£5o^l6£6 with -particular reference 
to the Worksof Robert Herrick, p. ^9. —  —
5
Harry Ogden White, Plagiarism and Imitation During 
The English Renaissance: A Study in Critical Distinctions, 
pi 18. White masterfully demonstrates that the aesthetic 
of originality and the distaste for imitation are incorrectly 
imposed on the English literature of the seventeenth-century 
by modern readers, for the writers of that age consciously 
sought to imitate their predecessors.
(Notes to pages 3 - 9 )
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6
I refer the reader in particular to Miner's The 
Cavalier Mode from jonson to Cotton (Princeton, 1971), 
BushTF ^he^l^ia^sance~and E'ngITih^Human 1 sm (Toronto, 1939) 
and his~^preTaces l;o renaTisanc eHbiWerasure (New York, 1965) » 
and Lea visa's Re valuation [London/”T9 53).
7
C. H. Herford and Percy Simpson, eds., Ben Jonson>
VIII, 636-639.
,6
Herford and Simpson, VIII, 102, Subsequent quotations 
of Jonson's poems are from this volume of this edition with 
the line numbers indicated in parentheses.
9
Kenneth Quinn, ed., Catullus: The poems, p. 3. All 
subsequent quotations of Catullus are from this edition with 
the line numbers indicated in parentheses.
10
Robert H. Doming gives a very useful list of the major 
studies of the influences of various Latin poets on Herrick 
in his “Robert Herrick's Classical ceremony," ELHr 34 (1967), 
326-329.,
11
J. P. Elder, “Tersus et Elegans,” Critical Essays 
on Roman Literature; Elegy and Lyric, ed. by J. P. Sullivan, 
p. 69.
12
Robert Herrick, “An Ode for Him", The poetical works 
of Robert Herrick, ed. by L. C. Martin, p. 239. All 
subsequent quotations from Herrick are from this edition, 
with the page or line numbers or both given in parentheses.
13
Albius Tibullus, “11:1“, carmina.ed. by J. p. postgate.
All subsequent quotations from Tibullus are from this edition, 
with the book, poem and line numbers given in parentheses.
This book does not include pagination.
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(Notes to pages 10 - 15)
14
Georg Luck, The Latin Love Elegy, p. 70
15
"To the King, Upon his welcome to Hampton-Court ," p. 300.
16
Sir Thomas Browne, The prose Works of Sir Thomas Browne, 
ea. by Norman Endicott, p. 279.
17
Smith, p. 63.
16
"Carmina I: xxxiii," Opera Omnia, ed. by E. C. Wickham,
I and II. All subsequent quotations from Horace are from 
this edition, with the line numbers given in parentheses.
19
Ovid, "Amores III:9 %  Amores, Medicamina Faciei Femineae,
, «—1f an— a— ■wMBWgwn— O—*»■■■■ ■ i/m inmnin HUrrn^^-nTimi mti» "
Ars Amatoria, Remedia Amons, ed. by E. J. Kenney, All sub­
sequent quotations from Ovid are from this poem in this edition, 
with the line numbers given in parentheses.
20
Smith, p. 30. The "Vita" itself is printed on p. 173 
of Smith's edition.
21
Henrietta palmer, A List of English Editions and Trans­
lations from the Greek and Roman' clas^sics before 3~64i7'p. 4.
22
John Edwin Sandys, A History ox Classical Scholarship,
II, 64-201.
23
The publication of Scaliger's editions in the Low Countries 
is also significant, as books flowed more abundantly into England 
from those countries than from the other European countries, 
where the works of Tibullus were being published.
3*
(Notes to pages 16 - 25)
24
Pauline Aiken points out this progression, The 
Influence or the Latin Elegists, p. 51.
25
Herrick, "The Argument of his Book-," p. 5-
26
All these instances are noted by L, G. Martin in his 
edition of Herrick, pp. 495-567*
27
McEuen (p. 13d) and Aiken (p. 100) draw attention to 
these sources in Propertius and Tibullus, but neither 
analyzes the precise verbal relationship between Tibullus1s 
Latin and Herrick4s English, nor attempts to relate the 
Propertius passage to the larger pattern of the poem, 
which is the creative interweaving of classical elements 
into a new whole.
26
Herford and Simpson, VIII, 5^7.
29
Chute, pp. 194-199.
30
Smith, p. 232.*
31
Scaliger seems to have introduced this reading into 
the texual tradition. All editions prior to Scaliger*s 
which I examined at Yale university*s Beinecke Rare Book 
Library (namely, the editions of 15I6, 151b, and 156O) 
read "voces;"however, the edition of philippius Silvius 
published in lt>65 reads"noctes"and suggests that Scaliger4s 
emendation of the manuscripts continued to appear in 
seventeenth-century editions of Tibullus.
32
L. C. Martin notes this source on p. 499*
33
Chute, p. 205.
35
(Notes to page 25)
34
McEuen, p. 13b.
35
AiKen, pp. 75-'/6•
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